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Introduction 
 
This thesis explores how the storytelling of the Fries Museum relates to the post-museum 
concept. The scope is to explore which characteristics of the post-museum concept are present 
in the exhibitions. The post-museum concept indicates change in both museum practise and 
museum theory. In 1992, Hooper-Greenhill stated that museums were changing and undergoing 
major reorganisations.1 The changes in museum practice still occupy the attention of museum 
professionals. For instance, in 2006 Janet Marstine published her book New Museum Theory 
and Practice, discussing the changes in museology.2 One of these changes that is discussed in 
this publication, and is the basis of this thesis, is the concept of a new museum model: the post-
museum.3 
The Fries Museum is an interesting study subject for several reasons. The museum has 
recently been transformed as a result of the move to a newly built museum building. Moreover, 
the Fries Museum won the BankGiro Loterij Museumprijs in 2015. Therefore it attained an 
exemplary role for other museums in the Netherlands.4 At first glance the Fries Museum seems 
to be a post-museum. In thoroughly researching whether this is truly the case, insight is gained 
into how the theoretical concept relates to the actual museum practice. These insights can be 
used to incorporate the museum practice into the theoretical concepts of museology. The 
research has been conducted by visiting the Fries Museum and analysing the exhibitions and its 
texts, followed by analysis of the contents of the exhibitions. 
                                                             
1 Hooper-Greenhill 1992, p. 1. 
2 Marstine 2006. 
3 Ibidem, p. 19. 
4 http://www.friesmuseum.nl/nieuws/fries-museum-wint-bankgiro-loterij-museumprijs-2015-na-nek-aan-nekrace  
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The Fries Museum is a museum in the Netherlands that is located in Leeuwarden, the 
capital city of the province Friesland. This province is situated in the northwest part of the 
country and houses the Frisian subculture. This subculture has its own language, which is 
acknowledged as the second language of the Netherlands. The Fries Museum represents this 
whole subculture since opening in 1881 and can be seen as a regional museum.5 The exhibitions 
of the Fries Museum on the Frisian culture can be divided in three themes; history, World War 
II and art. The exhibitions on World War II were first introduced in 1979 and are still an 
important part of the museum. These exhibitions are seen as a museum on its own and are 
collectively called the Fries Verzetsmuseum (Frisian Resistance museum). 6  The museum 
concept of the Fries Museum and the Fries Verzetsmuseum has been transformed as the 
museums moved to a new building in 2013. 
The first chapter of this thesis discusses the theoretical context of the post-museum 
concept and analyses the characteristics. It concludes with describing the scope of the research. 
The second chapter discusses the analysis of the storytelling in the exhibitions of the Fries 
Museum. This is followed by the analysis of the storytelling in the Fries Verzetsmuseum in the 
third chapter. Concluding this thesis, the fourth chapter analyses how the findings for the two 
parts of the museum compare and relate to each other. This chapter concludes to what extent 
the Fries Museum can be seen as a post-museum. 
  
                                                             
5 De Vries 2013, pp. 35-36. 
6 http://www.friesverzetsmuseum.nl/het-museum/over-het-museum 
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Chapter 1 The post-museum concept 
 
Since museums are studied, there have been different approaches to executing these studies. 
This thesis focuses on the post-museum concept, which has been developed as a component of 
a museology that has been developed since the 1980s. In 1989, Vergo stated in The New 
Museology that dissatisfaction with the ‘old’ museology led to the development of a ‘new’ 
museology. This new museology no longer merely focused on museum administration, 
conservation and suchlike, the emphasis was laid on matters such as the purpose of museums 
and the visitor’s experience.7 This shift in museum studies has led to the development of the 
post-museum concept. An early account of the use of post-museum as a museum concept is by 
Bedekar in 1988.8 Bedekar argued that a change in museology was needed in order to be able 
to suit different cultures. Bedekar referred to this future museum, which had not yet been 
developed at that time, as the ‘post-museum’.9  
The post-museum concept has since been further elaborated by Duclos and Hooper 
Greenhill.10 Duclos stated in 1994 that the postmodern era is best described by the rise of 
criticism on the museology of the modern museum. According to Duclos, the museums in the 
postmodern era acknowledge this criticism and respond to this with a gradual change of 
museum practise.11 Duclos does not go further than stating that the post-museum breaks with 
traditions. Hooper Greenhill does elaborate on the characteristics of the post-museum in her 
book Museums and the Interpretation of Visual Culture, which was published in 2000.12 Even 
though Hooper-Greenhill describes the essence of the post-museum, she acknowledges that the 
post-museum is still developing.13  The characteristics that Hooper-Greenhill described are 
therefore speculations and it should be examined whether these characteristics can be applied 
to the current museum practise. 
The concept of the post-museum as developed by Hooper-Greenhill has been of great 
influence in museum studies as it is extensively referred to in contemporary writings. Likewise, 
multiple aspects of Hooper-Greenhill’s description have since developed into trends in museum 
practice that still persist. Seven years after the book of Hooper-Greenhill was published, the 
                                                             
7 Vergo 1989, p. 3. 
8 Knell, MacLeod, Watson 2007, p. 236. 
9 Ibidem, pp. 235-236. 
10 Ibidem. 
11 Duclos 1994, pp. 1-7. 
12 Hooper-Greenhill 2000. 
13 Ibidem, pp. 152-153. 
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content remains relevant. Sheila Watson incorporated the part of the book in which she 
elaborates on the post-museum concept, in her Museums and their Communities book that was 
published in 2007.14 As the whole book consists of existing essays, the book copies the exact 
content of the book of Hooper-Greenhill. By copying the exact content of the book, no further 
development of the post-museum concept is offered. This seems to be the case for other authors 
as well, as they only refer to Hooper-Greenhill but do not attempt to improve or complement 
the model of the post-museum.15 Therefore, in this thesis I will refer to the post-museum 
concept as developed by Hooper-Greenhill. The next paragraph analyses this post-museum 
concept. 
1.1 Characteristics of the post-museum 
Hooper-Greenhill states that the post-museum is a response to the model of the modernist 
museum of nineteenth-century Europe. This model focuses on the education of the public 
through displaying objects with almost no explanation.16 In some museums this model is still 
used, other museums are slowly developing new methods and therefore are striving towards a 
new model. This new museum model, which is still being developed, is the post-museum. 
Therefore the notion of the post-museum must be seen as a concept rather than a fixed museum 
model.17  
Hooper-Greenhill states that in the post-museum the focus no longer lies on the further 
accumulation of objects to enter the museum collection. Instead, the focus shifted towards 
taking care of the already existing collection. The post-museum also acknowledges intangible 
heritage, thus collections are able to expand without further accumulation of physical objects.18 
Songs, memories and cultural traditions are now part of the museum collection and can be 
applied to add a layer of meaning to the tangible objects in the collection. When objects did not 
survive, intangible heritage is still capable of telling a culture’s past.19 This adds up to a more 
complete museum collection and historical overview. 
The most striking characteristic of the post-museum is the museum/audience 
relationship. In response to the modernist museum, which has no interest in actively engaging 
                                                             
14 Watson 2007. 
15 Two examples of authors who refer to the post-museum concept as has been developed by Hooper-Greenhill; 
R. Watermeyer, ‘A conceptualisation of the post-museum as pedagogical space’, Journal of Science 
Communication 11 (2012) 01, pp. 1-8. & S. C. Frykman, ‘Stories to tell? Narrative tools in museum education 
texts’, Educational Research 51 (2009) 3, pp. 299-319. 
16 Hooper-Greenhill 2000, p. 150. 
17 Ibidem, p. 151. 
18 Ibidem. 
19 Ibidem. 
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with its visitors, the post-museum tries to form a close relationship with its visitors. This is 
partly the result of the demand for a socially inclusive environment inside museums. Museums 
are expected to offer lifelong learning to anyone who is willing.20 This involves profound 
changes in museum pedagogy. For instance, within different cultures there are multiple ways 
of making sense of the physical world: in the West, we acknowledge five senses while in 
Buddhism it is believed that there are six senses.21 Also the use of these senses is dependent on 
cultural traditions. In the West, most emphasis is laid on sight. This has not always been the 
case, as before the invention of printing, hearing was the dominant sense. Thus, as cultures are 
subject to change, so should museums be. By incorporating multiple senses in the museum 
exhibitions, multiple cultural traditions can be accommodated. Besides, sight is considered an 
‘objective’ sense while touching and listening are associated with caring and interpreting. 
Characteristic of sight is a certain distance between the observer and the object that is being 
observed. Smelling, touching and tasting requires nearness to the object and therefore requires 
intimacy. Individuals who do not focus on sight but experience the exhibits rather by touching 
or listening may not be able to connect or interpret exhibitions that focus on sight. Therefore, 
by including multiple senses in its exhibitions, the post-museum is taking steps towards social 
inclusion.22 
Besides being more socially inclusive by incorporating different senses in museum 
exhibitions, the strategy used for educating visitors can also benefit from this change. 
Nowadays it is believed that interaction with the displayed objects is paramount for learning to 
occur in visitors.23 Therefore, allowing visitors to interact with the exhibits, for instance by 
being able to touch exhibits, should be of great interest to museums. The post-museum 
acknowledges this point of view on education and focuses on creating interactive exhibitions.24 
Meanings are made while interacting with objects, not only in a physical sense but also in a 
spiritual sense. Meaning making is a personal and social process, which is mediated through 
interpretive communities. A person interprets objects by using their prior knowledge, which is 
obtained inside certain communities or social networks. Therefore communities and social 
networks colour the individual’s interpretation of an object. The post-museum acknowledges 
                                                             
20 Hooper-Greenhill 2000, p. 1. 
21 Ibidem, p. 112. 
22 Ibidem, pp. 112-113. 
23 Ibidem, pp. 6-7. 
24 Ibidem, pp. 139-140. 
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the visitors as individuals. Therefore the post-museum provides experiences that allow visitors 
to interpret the exhibits from their own personal background.25  
Another way the post-museum incorporates social inclusion is through narrative. In the 
modernist museum, curators would develop a master narrative that was expressed as being the 
truth. The post-museum acknowledges multiple perspectives and the voice of the museum is no 
longer the only voice to be included in exhibitions.26 Master narratives were constructed of 
solely specialist knowledge. The narratives in the post-museum consist of a combination of 
specialist knowledge and knowledge based on everyday human experiences of visitors and non-
specialists. 27  Hence, the post-museum is sensitive to competing narratives and local 
circumstances, thus also the voice of the visitor is no longer rejected.28 
Exhibitions are no longer the only type of communication used by museums to exchange 
knowledge with their visitors. The post-museum experiments with multiple types of 
communication by hosting events such as discussions, workshops, performances, dances, songs 
and even meals. These types of communication contribute to the incorporation of different 
perspectives and voices in the museum.29 These events also ensure that the post-museum can 
be seen as a process or experience. In hosting these events, the post-museum develops 
relationships with its communities and therefore it exceeds the physical domain.30 
1.2 Museums and community 
By analysing the storytelling of the museum, this thesis concentrates on the relationship the 
Fries Museum has with its visitors. As Watson states, museums also serve communities.31 
Watson argues that there are seven different types of communities, which differ from each other 
in the way they are defined.32 Three of Watson’s types of communities apply to the Fries 
Museum. Firstly, the community that is defined by shared historical or cultural experiences. 
Museums that serve this type of communities play a key role in preserving memories.33 The 
Fries Verzetsmuseum is a clear example of this as it exhibits shared experiences and memories 
about World War II. Secondly, the type of community that is defined by identities. Identities 
are difficult to define as they are very complex and multi-layered. However museums are 
                                                             
25 Hooper-Greenhill 2000, pp. 139-140. 
26 Hooper-Greenhill 2000, p. 141. 
27 Ibidem, pp. 142-143. 
28 Ibidem, pp. 151-152. 
29 Ibidem, p. 152. 
30 Ibidem. 
31 Watson 2007, p. 1. 
32 Ibidem, p. 4. 
33 Ibidem. 
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associated with the construction of identity.34 Identity is not fixed, but changes with time when 
also cultural circumstances change.35  The Fries Museum has a direct connection with the 
Frisian identity as it exhibits the regional cultural history as well as the contemporary form of 
this culture. In choosing what objects should be included in the museum’s exhibitions on Frisian 
culture, the museum actively engages in staging the Frisian identity. Lastly, a community 
defined by location. Museums often see their geographical location or region as an influential 
factor of the community they serve. Besides this, an important factor for people to decide to 
which community they feel part of seems to be the location. Even when no longer living in their 
country of birth, people still feel part of the community of their original country.36  
The Fries Museum, including the Fries Verzetsmuseum, acknowledges all inhabitants 
of the province of Friesland as its target audience. Also Frisians who no longer live in the 
province are included. The museum especially targets inhabitants of Leeuwarden and primary 
schools in the whole province. Additionally, the museum wants to reach inhabitants of the 
Netherlands and tourists.37  The Fries Museum strives to interact with its communities by 
constructing narratives that respond to current events, and thus the museum updates its 
exhibitions on a regular basis. In order to reach and serve multiple communities, the museum 
uses a wide range of communicative strategies such as movies, books, apps and games.38 The 
museum even exceeds its physical boundaries by installing minor exhibitions in the hospital of 
Leeuwarden. With these exhibitions the museum hopes to reach a bigger audience and attract 
more visitors to the museum.39 
1.3 Meaning making in museums 
In the modernist museum, the encyclopaedic approach to constructing narratives was 
commonly used. By dividing their exhibitions in thematic sections the museums conformed to 
the same structure as encyclopaedias. Additionally, the narratives were constructed from merely 
specialist knowledge and were expressed as being the truth.40 In the post-museum, rather than 
presenting the truth, the emphasis has shifted towards the interpretative component of the 
visitors. Museums now acknowledge the impermanence of meanings and interpretations of 
exhibits and structure their narratives accordingly.41 By using non-linear narratives, museums 
                                                             
34 Watson 2007, p. 6. 
35 Davis 2007, p. 55-56. 
36 Watson 2007, p. 7-8. 
37 Fries Museum [s.a.], p. 11. 
38 Ibidem, p. 12-13. 
39 Ibidem, p. 13-14. 
40 Schiattarella 2014, p. 124. 
41 Ibidem, p. 88. 
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replace the traditional cause-effect relationships with cause-probability. Thus museums 
acknowledge the world as a hub of possibilities. This type of narrative can be recognised by 
freedom in museum layout and lack of a predetermined routing.42 Another approach to narrative 
is the non mono-linear structure. This contains multiple interwoven stories. This can be 
structured in three different ways. Firstly by placing one narrative after the other. Secondly by 
including a story within another. Thirdly by telling two stories, which are not linked, 
simultaneously by alternation. This leads to the comparison of the two stories and offers visitors 
a more complex perception of the exhibits.43  
The complexity of the narratives increase when emphasis is laid on interpretative 
cooperation of visitors. These narratives depend on their readers for completion. As there is no 
hierarchy between the different parts of the text, each visitor is free to explore and interpret the 
narrative in their own way. 44  Exhibition texts that are organized as hypertexts also lack 
hierarchy. Hypertexts are defined by a modular content organisation. The different modules are 
provided with multiple links to each other. This means that every visitor is able to construct its 
own order, and will construct its own sequence of the text modules. With one module following 
the other, to the readers of hypertexts, this narrative structure seems linear.45 
Furthermore, the way exhibition displays are constructed contributes to the construction 
of meaning in museums. Which objects are chosen for presentation is influenced by the history 
of the museum and their collection. The intended audience and the intended purpose of the 
exhibition are as well of great influence. Also, the person who is responsible for the design of 
the exhibition influences the construction of the narrative. 46  Even the location and the 
architecture of the museum building play a role in meaning making. The visitor experience 
begins with approaching and entering the building. Once inside, the space of the exhibition 
rooms determine the perception of the exhibits. For instance, exhibitions in large spaces can 
give the impression of being important. While small exhibition spaces can give a more intimate 
impression.47  
The design of the exhibition gives context to the exhibits. Different types of design can 
complement or contrast with the exhibits. The use of colour in exhibitions can even affect 
visitors emotionally. Additionally, lighting guides the gaze of visitors and is also capable of 
                                                             
42 Schiattarella 2014, pp. 90-110. 
43 Ibidem, pp. 112-120. 
44 Ibidem, p. 144. 
45 Ibidem, pp. 146-158. 
46 Moser 2010, p. 24. 
47 Ibidem, p 24-25. 
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defining objects as important. For instance, the individual lighting of an object proposes a high 
status while poorly lit objects are regarded as less significant. Hence, the perception of the 
exhibits is greatly dependent on the design of the exhibition.48 The subject and message of the 
exhibitions and their translation into texts might be considered as the most explicit way of 
meaning making. The texts in exhibitions can communicate straightforward messages about the 
exhibits or a more hidden message concerning the entire exhibition. Besides the type of 
information given in these texts, the style of writing also influences the perception of the 
exhibits.49 
The way that multiple objects are placed inside the exhibition space implies certain 
relations between the objects. These relations can be considered as a narrative that visitors are 
able to read subconsciously. Changes in layout inside the entire museum also form relations 
between different exhibitions and therefore bestow meaning on the different parts of the 
museum.50 Different types of display influence the perception of exhibits as well. Nowadays 
there are other types of display beyond the objects and artefacts that are being used in 
exhibitions. For instance interactives, such as computer presentations and games. Therefore the 
types of display are paramount to the communication of the narrative to the visitors.51  
The exhibition style determines which communicative role the exhibits play. Whether 
an exhibition is based on a theme, an idea, or is object led makes a big difference. For instance, 
aesthetic exhibitions limit its interpretative aid and texts to a minimum. By these means the 
objects are solely the subject of beauty, and therefore ignore the historical context of the 
exhibits.52 Lastly, the behaviour of the visitors is of importance to the perception of exhibitions. 
The way visitors engage with the exhibits defines the perception of both the exhibits and the 
exhibition spaces. Visitors make their own choices whether to concentrate their attention on 
certain objects, topics or the entire museum. Also the appreciation of the museum is dependent 
on the individual.53 
1.4 Research scope  
As discussed above, when analysing how the Fries Museum and the Fries Verzetsmuseum 
bestow meaning on their exhibitions, there are numerous factors that can be looked at. In 
analysing the meaning making of these two museums, this thesis focuses on analysing the 
                                                             
48 Moser 2010, p. 25-26. 
49 Ibidem, p. 26. 
50 Ibidem, p. 26-27. 
51 Ibidem, p. 28. 
52 Ibidem, p. 28-29. 
53 Ibidem, p. 30. 
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storytelling of the two museums. However, multiple aspects of a museum influence the way 
visitors perceive the storytelling of the museum. Therefore the history of the museum, the target 
audience, the architecture of the building and the exhibitions spaces of the Fries Museum and 
the Fries Verzetsmuseum are briefly analysed. Moreover, this thesis focuses on analysing 
exhibition design, subject, layout, display types and exhibition style. The analysis is concluded 
by comparing the meaning making of the Fries Museum with the meaning making of the Fries 
Verzetsmuseum. Concluding, a summary of how the results of the analysis compare to the post-
museum concept leads to drawing a conclusion on whether the Fries Museum and the Fries 
Verzetsmuseum can be seen as post-museums. Analysing the reception by the visitors is not 
included in the scope of this thesis as this aspect could cover a research on its own. Besides, the 
museum has been chosen as a case-study because of winning the BankGiro Loterij Museumprijs 
in 2015. The winner of this award is chosen by the public, therefore it can be assumed that the 
reception of the museum is a positive one.  
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Chapter 2 The Fries Museum 
 
The founding of the Fries Museum was the result of the nationalisation of Friesland in the 
nineteenth century. After the rise of the Kingdom of the Netherlands and the closing of the 
University of Franeker, scholars and representatives of the upper working class initiated this 
nationalisation. In 1820, Julius Matthijs van Beyma suggested to found a Fries Museum.54 As 
a result, the Fries Genootschap (Frisian Society) was established and actively started staging 
the Frisian culture. They chose which historical objects were representative for the Frisian 
culture and started collecting and exhibiting these objects. On the thirteenth of April 1881, the 
Fries Museum opened for the public in the Eysingahuis in Leeuwarden, which was purchased 
a few years earlier by the Fries Genootschap.55Accommodated by the many donations the Fries 
Museum received, the museum experienced an explosive growth. The museum building 
expanded in 1892, 1895, 1907 and in 1924. At first the museum was controlled by the volunteers 
of the Fries Genootschap, in 1916 the control was handed over to the newly appointed director. 
In the following years the professionalization of the museum progressed and by 1928 the 
museum was praised for its completeness in telling the history of the Province.56  
At first the Fries Museum only collected historical paintings, but things changed with 
the arrival of director Abraham Wassenberg (1897-1992) in 1935. From then on the museum 
also collected paintings for the sake of Frisian art. The exhibition ‘Hedendaagse Friesche Kunst’ 
(Contemporary Frisian Art) in 1940 was the first art historical exhibition of the museum.57 In 
1970, the Fries Museum building again needed to expand and buildings outside of the city were 
acquired.58 In 1979, the first exhibition on World War II was the introduction of a new topic in 
the museum. Even though the exhibitions on World War II were housed inside the Fries 
Museum, it was seen as a museum on its own and was called the Fries Verzetsmuseum (Frisian 
Resistance museum).59 In 2001 the Fries Museum received the news that the Frisian architect 
Abe Bonnema (1926-2001) left an inheritance of 18 million euros to the museum. However, 
the museum would only receive the money if they would let architect Hubert-Jan Henket design 
a new museum building. The location of this building was also predetermined, it needed to be 
                                                             
54 de Vries 2013, p.23. 
55 Ibidem, pp. 35-36. 
56 Ibidem, p. 39-41. 
57 Ibidem, p. 40-44. 
58 Ibidem, p. 47. 
59 http://www.friesverzetsmuseum.nl/het-museum/over-het-museum 
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built on the Zaailand square in the centre of the city of Leeuwarden.60 When the public heard 
of this news in 2002, discussions were raised about the loss of the connection of the historic 
buildings and the museum collection. It was also feared that the new building would 
accommodate change and that too much emphasis would be laid on contemporary art.61  
In 2006 the Fries Museum decided to accept the conditions of designing and 
constructing a new museum building and therefore received the inheritance of Bonnema.62 The 
old museum building consisted of multiple buildings and accumulation of relatively small 
rooms. The new museum building would be big enough to house the whole museum, also 
including the Fries Verzetsmuseum. The new building contains three large and 27 smaller 
exhibition spaces and also houses three cinema halls, which are not in use by the museum but 
by Slieker Film.63 Where in the old museum the exhibitions were permanent, the new museum 
exclusively houses temporary exhibitions. 64  In September 2013 Queen Máxima of the 
Netherlands opened the new building of the Fries Museum.65 
2.1 The display environment of the Fries Museum 
The exhibitions of the Fries Museum on the Frisian culture can be divided into three themes; 
history, World War II and art. However, the museum itself divides its collection differently, in 
three fields of knowledge and two sub-collections. The first field of knowledge is the medieval 
time and its manmade mounds on which Frisian settlements were built. This part of the 
collection contains for example small sculptures, and jewellery. The second field of knowledge 
contains historical art and applied art originating from the time period between the sixteenth 
and the twentieth century. The third field of knowledge contains modern and contemporary art 
originating from the time period of the twentieth to the twenty-first century.66 The large range 
of objects concerning World War II is seen as a sub-collection. This part contains multiple types 
of objects and also film footage. Objects that are linked to the internationally famous Frisian, 
Mata Hari, are seen as the second sub collection. This collection for instance, consists of letters 
and personal objects of Mata Hari.67  
                                                             
60 de Vries 2013, p. 11. 
61 Ibidem, p. 51. 
62 Ibidem, p 11. 
63 Ibidem, p. 11-16. 
64 Ibidem, p. 58 
65 Ibidem, p. 10. 
66 Fries Museum [s.a.], p. 22. 
67 Ibidem. 
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The target audience of the Fries museums, as analysed in paragraph 1.2, is quite broad. 
Not only Frisians but also inhabitants of other parts of the Netherlands and even foreign tourists 
are included in the target audience. The museum only uses age as a distinctive feature of its 
target audience by appointing students of primary schools as a specific part of the target 
audience. The goals of the museum are to connect different groups of people, to educate 
students of primary schools, to entertain and to contribute to the economy and tourism of the 
province.68  
2.1.1 The Museum building 
The Museum building is housed on the biggest 
square in the centre of the city Leeuwarden (fig.1). 
The architecture is modern. The front façade is a 
reaction to the classical building opposite of the 
museum with its four enormous pillars. These pillars 
support the roof, which exceeds the size of the 
building underneath. This makes the building seem 
even bigger and establishes that the building can be 
perceived as grand and prestigious. The modern style of the building corresponds with the 
contemporary art and contrasts with the historical objects in the collection. Given the authority 
of the building, the contrast of the modern building and the historical objects it houses 
emphasises the importance of these objects. The building therefore presents its entire collection 
as an important tribute to the Frisian culture. 
2.1.2 Exhibition spaces 
The Fries Museum houses in total twelve exhibitions that are divided over twenty-three 
exhibition spaces and three levels. The first level contains exhibitions that all show the cultural 
history of the Frisians. There are four semi-permanent exhibitions: ‘ferhaal fan fryslân’ (story 
of Friesland), ‘mata hari’, ‘de dijk’ (the dike), ‘de hindelooper kamer’ (the hindeloopen room). 
These exhibitions are on display for a couple of years. Each exhibition contains information 
about a different aspect of the Frisian culture. Therefore, together, the exhibitions give a broad 
overview of the history of the Frisian culture. The remaining rooms are filled with temporary 
exhibitions that also contribute to the versatility of the topics concerning the Frisian culture: ‘de 
aanwinst’ (the acquisition), ‘oog in oog’ (eye to eye), ‘topografische atlas’ (topographical atlas), 
                                                             
68 Fries Museum [s.a.], p. 10. 
Figure 1 The building of the Fries Museum. 
  16 
‘goud’ (gold). These exhibitions are on display for at least a couple of months and are to the 
utmost open for the public for a complete year.  
The second level contains just one exhibition, which shows Frisian artworks: ‘breien!’ 
(knitting). This is a temporary exhibition that is on display for almost a year. This exhibition 
covers half of the rooms on this level. The other rooms are dedicated to exhibitions of the Fries 
Verzetsmuseum. The third level contains three exhibitions that all show Frisian art: ‘claudy 
jongstra’, ‘de koe’ (the cow) and ‘open atelier’ (open studio). These exhibitions are all 
temporary exhibitions. The ‘claudy jongstra’ exhibition is on display for almost a year. The 
exhibition ‘de koe’ is on display for a couple of months. The ‘open atelier’ exhibition is always 
part of the museum but its content changes every month. Summarising, the Fries Museum 
contains four semi-permanent exhibitions and eight temporary exhibitions.  
The size of the different rooms differs on 
each level (fig. 2). However, each level contains 
one big room and multiple smaller rooms. Every 
room is rectangular or square. The big rooms are 
more than two times as large as the smaller 
rooms and therefore appear more important. 
These rooms house three different exhibitions; 
‘ferhaal fan fryslân’, ‘breien!’ and ‘claudy 
jongstra’. In the case of the ‘ferhaal fan fryslân’, 
this big room is the only room of this exhibition. 
The other two big rooms are part of bigger 
exhibitions, which are temporary exhibitions. 
Hence, by housing a lot of temporary exhibitions 
and attributing a lot of space to these exhibitions, 
the Fries Museum pays a lot of attention to 
temporary exhibitions. 
The frequently changing content of the museum allows the Fries Museum to show a 
wide range of its collection to its visitors. This strategy might have been chosen in order to be 
able to show the versatility of its eclectic collection. Additionally, the Fries Museum states that 
it strives to frequently update its content in order to be able to respond to recent events.69 Hence, 
                                                             
69 Fries Museum [s.a.], p. 12. 
Figure 2 The floorplan of the Fries Museum and 
the Fries Verzetsmuseum. 
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the Fries Museum is no fixed entity and therefore is able to conform to the needs of the 
community it serves.  
As stated above, the different rooms on the first level of the museum differ in size. There 
is one room that is much bigger than all the other rooms. This room contains the exhibition 
‘ferhaal fan fryslân’. In this exhibition, the exhibits are not placed on the walls but are spread 
throughout the entire room by clustering the exhibits in five island-like displays. Therefore, the 
exhibition space cannot be overseen at one glance. This ensures that the exhibition space is not 
experienced as a huge intimidating space but instead evokes a more intimate perception. The 
exhibitions in the smaller rooms on this level can be seen at one glance and therefore seem quite 
big. Hence, the different rooms on the first level may in reality differ in size, but do not feel 
much different. Thus every exhibition is experienced as having the same level of importance. 
This is not the case on the third level of the museum. The ‘claudy jongstra’ exhibition 
contains the big room as well as three smaller rooms. The space of two of the smaller rooms 
cannot be overseen at once. Therefore, they give the impression of being even smaller than they 
are and evoke a sense of intimacy. The big room in this exhibition, however, can be overseen 
at one glance and is perceived as a huge and intimidating space. This is a big contrast with the 
other rooms. It therefore seems as if this big room is the most important of this exhibition. The 
three smaller rooms show the different steps that Claudy Jongstra takes in her process of making 
her art. The big room contains a finished artwork of the artist. Hence, its seems that the Fries 
Museum values a finished artwork more than the process of making one. 
On the third level the museum also implies hierarchy between the different exhibitions. 
The ‘claudy jongstra’ exhibition is housed in four rooms and has been assigned the most space 
as well as the biggest room of the level. The exhibition ‘de koe’ is housed in two small rooms. 
The exhibition ‘open atelier’ is housed in just one small room. This implies that the Fries 
Museum perceives the ‘claudy jongstra’ exhibition as the most important one on this level. A 
similar hierarchy can be seen in the overall museum. The ‘breien’ and the ‘claudy jongstra’ 
exhibitions are the two biggest exhibitions of the museum. This might imply that these two 
exhibitions are of the biggest importance to the Fries Museum. However, it does not seem fair 
to look at the individual exhibitions as the Fries Museum has a clear distinction in two themes 
to which the individual exhibition conform. When looking at the history theme, the whole first 
level of the museum is attributed to this theme. The art theme is divided over two levels and 
fills up a slightly bigger part of the space of the museum. Hence, the Fries Museum pays a 
similar amount of attention to both themes and therefore does not imply the art themed 
exhibitions to be more important than the history themed exhibitions. 
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The lack of hierarchy is also reflected in the routing of the Fries Museum. There is no 
predetermined route, every level gives the opportunity for visitors to enter the different 
exhibitions via three possible places. Once in the exhibition rooms, the routing is unclear and 
creates numerous possibilities for visitors to move through the different rooms. Therefore, the 
numbering of the exhibitions on the floorplan is merely a means to communicate to visitors 
which exhibition can be found in which place of the museum (fig. 2). This lack of a 
predetermined routing ensures that every visitor can wander through the exhibition spaces 
according to their own preference. 
2.2 Characteristics of the Exhibitions in the Fries Museum 
The exhibitions of the Fries Museum can be divided into two styles. The museum contains 
subsequently eight and four exhibitions for these styles. The exhibitions that can be seen as 
being historical are ‘ferhaal fan fryslân’, ‘de aanwinst’, ‘mata hari’, ‘oog in oog’, ‘de dijk’, 
‘topografische atlas’, ‘de hindelooper kamer’ and ‘goud’. These exhibitions tell the story of the 
Frisian culture. The objects in these exhibitions are valued for their historical and cultural 
meaning. Therefore, the aesthetic values of the paintings in these exhibitions are barely 
acknowledged. As these exhibitions revolve around providing information to visitors, they 
seem to have a traditional approach to didactics. However, this does not seem to be the case in 
the exhibitions ‘ferhaal fan fryslân’ and ‘topografische atlas’, as the use of texts in these 
exhibitions is very limited. The information given in these exhibitions is not directly visible in 
the exhibition space. Visitors are therefore encouraged to explore the exhibition space. The 
meaning of the objects can be discovered via extra leaflets or books, which are placed in stands 
by the entrance or exits of the exhibition spaces. This ensures that visitors need to be active and 
therefore have to engage with the exhibition in their own way. 
The exhibitions ‘breien!’, ‘claudy jongstra’, ‘de koe’ and ‘open atelier’ are art 
exhibitions. These exhibitions explore the artworks of Frisian artists and neglect the historical 
or cultural context. The ‘breien!’ exhibition deviates slightly from this. Besides artworks also 
exhibits that show the history of the knitting traditions of the Frisians are included in the 
exhibition. These knitting traditions are also explained by texts that accompany these exhibits70. 
Therefore, the characteristic of an art exhibition to limit the use of texts to a very minimum 
does not apply to this exhibition. However, the supplementary leaflet, which announces the 
different exhibitions of the museum, introduces this exhibition as an accumulation of artworks. 
                                                             
70 The exhibition ‘de koe’ also contains a fair amount of texts. These texts are written by the artist as he reflects 
on his photographs, therefore the texts are part of the artworks. 
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It also states that it shows applications of knitting in contemporary design, fashion and art 
industry. Hence, the Fries Museum introduces this exhibition as part of the art theme of the 
museum. This is also apparent in the way the exhibits are arranged in the rooms. The artworks 
claim attention as they fill the entire room and can be overseen at one glance. The exhibits that 
explain the history of knitting do not stand out as much. They are placed in a horizontally placed 
display, which is carefully placed on the side of the exhibition room. The exhibits in this display 
are only noticeable when visitors are close to the display. Hence, it seems as if the artworks are 
more important and therefore the exhibition can be seen as an art exhibition with a small 
deviation in topic that explains the cultural history of these artworks.  
2.2.1 Exhibition subject  
The extent in which texts are used in the exhibitions is similar in most exhibitions. The 
exhibitions have an introductory text on the wall and further elaborations on the topic are also 
placed on the walls. The exhibits are accompanied by labels, either on walls or on display cases. 
The art exhibitions, ‘breien!’, ‘claudy jongstra’, ‘de koe’ and ‘open atelier’ also conform to 
these characteristic but contain less texts than the historical exhibitions. However, the 
exhibitions ‘ferhaal fan fryslân’, ‘topografische atlas’ and ‘hindelooper kamer’ deviate from 
this. The ‘hindelooper kamer’ contains just one text, an introductory text on the wall. The 
exhibition ‘ferhaal fan fryslân’ contains more text but only the introductory text is situated on 
a wall. The narrative of this exhibition is split into five storylines. These storylines merely have 
a small introductory text, furthermore there are only labels accompanying the exhibits. These 
labels consist of a number, a title, and an explanation of at most three sentences. The labels are 
concluded by the practical information about what the object is and when and by whom the 
object has been created or found. More information can be found in the supplementary book, 
which is written conform the numbering in the displays. The ‘topografische atlas’ exhibition 
only has an introductory text on the wall, a supplementary leaflet contains all the other texts of 
the exhibition. Hence, visitors need to be more actively engaged in order to receive information 
about these two exhibitions. Overall, by placing all texts on walls or displays the museum has 
a traditional approach to distributing information to its visitors. However, deviating from the 
rest of the exhibitions, the exhibitions ‘ferhaal fan fryslân’ and ‘topografische atlas’ are focused 
on interaction with the visitors and therefore conform more to the post-museum model. 
By providing five storylines that all give a well-rounded overview of the exhibitions 
topic, the ‘ferhaal fan fryslân’ exhibition can be explored by just focusing on one storyline. 
Therefore, visitors can choose to explore only the storylines that appeal to them. Hence, this 
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exhibition encourages visitors to actively engage with the exhibits. Also the exhibition ‘breien!’ 
allows visitors to engage with its exhibits as it gives the possibility to touch multiple knitting 
materials in various places in the exhibition. Also the incorporation of interactive screens in 
multiple exhibitions of the museum ensures that interactivity is fairly frequently incorporated 
into the exhibitions of the Fries Museum. Overall, the Fries Museum does acknowledge the 
individuality of its visitors by incorporating interactives in its exhibitions and therefore on this 
aspect conforms to the post-museum concept. 
Every exhibition contains Dutch texts. Every exhibition has a supplementary leaflet with 
all the exhibition text translated into English. A big part of the exhibitions has also 
supplementary leaflets with translations in Frisian. The exhibitions ‘oog in oog’, ‘goud’ and 
‘breien!’ are the only three that also have leaflets with the texts translated into German. It is 
interesting that the museum is not consistent in which languages it provides the exhibition texts 
in. Maybe the museum has just started experimenting with distributing its texts in the German 
language and is therefore still defining how to include it in its exhibitions. Besides, by only 
distributing translations via supplementary leaflets, the museum seems to lay most emphasis on 
Dutch visitors. Therefore, the museum could improve on its social inclusion via the inclusion 
of translations in the regular texts of its exhibitions. Hence, the museum does not conform to 
the level of social inclusion the post-museum strives for. 
Every exhibition in the Fries Museum has a subject which ties into the topic of the 
Frisian culture. This coherence is reflected by the application of the same font for all the 
exhibitions. There are two exhibitions that have slight variations in the use of the overall font. 
For instance in the exhibition ‘mata hari’ the headlines on the wall use a different font. The 
other texts in this exhibition, however, are carried out in the same font used in all the other 
exhibitions. Also, the headlines of the exhibition ‘claudy jongstra’ deviate from the common 
font. However, the use of one font for all exhibitions, with some slight deviations, suggests that 
the Fries Museum values all its exhibitions equally.  
Another similarity between the different exhibitions is that the writer of the texts is not 
apparent. Only in the exhibition ‘de koe’ this is specified, the writer is first named and then the 
text is put between brackets just as a quote. It is also not clear whether the exhibition texts are 
constructed of input from visitors. However, in the exhibition ‘oog in oog’ there is a small text 
that explains that the naming of the reconstructed woman has been result of visitor input. Also, 
in the exhibition ‘breien!’ there has been visitor input when it comes to exhibition objects. By 
providing materials and guidance inside the exhibition space, visitors are encouraged to start 
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knitting.71 If visitors have knitted an object, they can choose whether to take it with them or 
hang it in a special display for works made by visitors. Visitors are even encouraged to start 
knitting at home, as leaflets are distributed in the exhibition that contain instructions on knitting 
multiple types of clothes. Overall, the museum itself is responsible for writing almost every 
text. In contrast with the other exhibitions, the texts in the exhibition ‘ferhaal fan fryslân’ 
contain a lot of citations and therefore contain many different voices. For instance, while 
describing a goblet, a citation of a historian is used to introduce the habit of Frisians using these 
kinds of goblets to drink from during feasts72. By mentioning the name of the historian, the 
museum acknowledges the different voice it incorporated in its text. However, this is the only 
exhibition in the Fries Museum that included many different voices. Hence, the museum overall 
conforms mostly to the modernist museum model, but the Fries Museum is experimenting with 
incorporating the characteristic of the post-museum of including multiple voices and 
perspectives in its exhibitions.  
The introductory texts of all the exhibitions are very similar in nature. Every text is 
informative and gives context to the topic of the exhibition. There are no descriptions of the 
overall exhibition. However, the exhibition ‘ferhaal fan fryslân’ does give an impression of the 
type of objects by naming three exhibits in the text. This text is also based on a question that 
makes it a playful text that is easy to read. Overall, the introductory texts feel as if they could 
be placed in a newspaper. This is also the case for the exhibition texts. They are easy to read 
and do not contain professional terminology. Also professional knowledge is mixed with non-
professional knowledge by including objects of everyday life. For instance, the ‘breien!’ 
exhibition includes a knitted sweater that has been used in a popular television show. This 
ensures that a lot of visitors are able to recognise the sweater, or the accompanied picture of the 
character of the television show wearing this sweater. The inclusion of this popular object might 
be a strategy of the Fries Museum to achieve a higher sense of social inclusion in its exhibitions. 
Hence, the introduction texts and the exhibits are understandable for all visitors and contribute 
to the social inclusion of the museum. The exhibitions ‘breien!’, ‘claudy jongstra’, ‘de koe’ and 
‘open atelier’ slightly deviate from this. These three exhibitions have a more professional tone 
but still do not include professional terms. The titles and subtitles in the exhibition texts are 
mostly a bit more formal. Almost all exhibitions contain texts from which the titles and subtitles 
are informative or descriptive from nature. However, the texts of the exhibitions ‘ferhaal fan 
                                                             
71 Volunteers who help visitors with their knitting are present on every Tuesday, Thursday, Saturday and 
Sunday.  
72 The goblet is the sixteenth object of the ‘Rare jongens die Friezen’ (strange boys those Frisians) storyline.  
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fryslân’, ‘de aanwinst’, ‘oog in oog’, ‘goud’ and ‘breien!’ have more catchy titles. Therefore, 
the exhibitions that concentrate on just one artist are handled differently than exhibitions of the 
museums own collection. This distinction suggests that the Fries Museum might keep the texts 
more professional out of respect of those external people that are involved with these 
exhibitions.  
The floor plan of the museum also contains texts that introduce the exhibitions of the 
whole museum. Every exhibition has a small text, four exhibitions have supplementary texts 
that elaborate on the content. The small texts actively encourage visitors to visit these 
exhibitions and engage with its content. These texts are the most informal of all the exhibition 
texts. The bigger texts on the floor plan concern the exhibitions ‘ferhaal fan fryslân’, ‘goud’, 
breien!’ and ‘claudy jongstra’. These texts are a little more descriptive and give an impression 
of what a visitor can expect to see in the exhibition. Hence, visitors are well informed and 
should be able to choose which exhibition they want to see.  
2.2.2 Exhibition design 
The exhibitions of the Fries Museum vary a lot in exhibition design (appendix 1). The art 
exhibitions have similar designs (appendix 1, no. 10,11,12). These three exhibitions have no 
decorations, the walls are white and the floors are light grey.73 These characteristics are in line 
with the rules of the white cube.74 However, a white cube design would have fewer exhibits 
posed on the walls in order to bestow a high value on the exhibits. This is not the case in the 
exhibitions in the Fries Museum. Yet, 
these exhibitions still have a lot in 
common with the white cube. The 
seemingly neutral design of the white 
cube focuses merely on the artistic 
values of the exhibits, thereby ignoring 
the historical values.75 This is also the 
case in the Fries Museum as no 
historical notions are mentioned in these 
exhibitions. Most of the exhibition 
spaces of the art exhibition ‘breien!’ 
                                                             
73 The art exhibitions mentioned are ‘claudy jongstra’, ‘de koe’, ‘open atelier’, respectively number 10, 11 and 
12 in appendix 1. 
74 The white cube should have wooden floors or light grey floor, white walls, and no decorations. This was 
believed to be a neutral space for the display of artworks. Grunenberg 1999, p.26. 
75 Noordegraaf 2012, pp. 198-200. 
Figure 3 White walls and wooden floor in the 'breien!' 
exhibition. 
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conform to similar characteristics as the 
abovementioned art exhibitions (fig. 3). 
However, one room deviates from these 
characteristics (fig. 4 & appendix 1 no.9 
). This room has white and blue walls 
and a wall with white and blue stripes. 
The exhibits are not formally hung on 
the walls or situated in formal displays 
but are freely dispatched over the entire 
room. Additionally, the exhibits are big 
knitted sculptures combined with 
smaller sculptures and together almost fill the entire room. The floor is grey, but the places on 
which the artworks are situated are given a yellow colour. This distinction in colour leads to a 
clear path on which visitors can explore the exhibition. In a sense, the yellow colour is the 
‘display case’ of the exhibits of this room. Therefore, all the objects are placed in the same 
display. Hence, the objects have their individual meanings but together form a new artwork 
with its own meaning. The text on the wall clarifies this meaning by stating that knitting has no 
boundaries. The exhibition design ensures that visitors are not only able to read this but by 
exploring this exhibition room also experience it. Overall, with the exception of one room, the 
art exhibitions of the Fries Museum have similar exhibition designs. This suggests that the Fries 
Museum attempts to prevent creating a hierarchy between the different exhibitions and 
therefore seems to equally value the four art exhibitions it houses. 
The other exhibitions of the 
Fries Museum all offer insight in the 
Frisian culture. However, unlike the 
similarities in the art exhibition, these 
exhibitions all conform to different 
exhibition designs. For instance, the 
walls of the exhibition ‘ferhaal fan 
fryslân’ are filled with multiple life-
sized photographs of the Frisian 
landscape, skilfully stitched together 
into one harmonious panorama (fig. 5 & 
appendix 1, no. 1). Visitors therefore explore the Frisian culture with the Frisian landscape as 
Figure 5 The life-size photographs of the Frisian landscape 
on the walls of the 'ferhaal fan fryslân' exhibition. 
Figure 4 Impression of the room of the 'breien!' exhibition 
that deviates in its design. 
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visual context. Furthermore, the 
exhibition contains multiple types of 
objects, for instance paintings, swords 
and shoes. All objects are placed inside 
the same modern display style, white 
boxes and white stands with glass cases 
(fig. 6 & appendix 1, no. 1). Therefore 
the objects are presented as all being of 
equal value. Evidently, the exhibits are 
all pieces of the big puzzle of the 
Frisian culture. Hence, the exhibits are 
merely presented as objects of historical importance.  
The exhibition design of the ‘goud’ exhibition is completely different. The design is 
much more simple as merely the use of colour and lightning defines the atmosphere of this 
exhibition. The walls are painted black and, the rooms are darkly lit (fig. 7 & appendix 1, no. 
8). Therefore the exhibition encourages visitors to wonder. Additionally, the exhibition texts 
are in gold, which is the same colour as the exhibits. The exhibits are individually lit by nearby 
spots. Hence, the exhibits are given the meaning of mysterious and precious treasures.76 A 
similar approach to exhibition design can be found in the exhibition ‘oog in oog’. The texts of 
this exhibition are also gold. However, in this exhibition the walls are not black but dark grey 
(fig. 8 & appendix 1 no.4). Also the 
lighting is a little brighter but the 
exhibition is still sparingly lit. 
Therefore, this exhibition room also 
gives the meaning of containing a 
mysterious and precious treasure. The 
similar approach towards the design of 
these two exhibitions is probably due 
to similarities in the topic of these 
exhibitions. Both exhibitions contain 
archaeological objects. However, the 
‘goud’ exhibition contains jewels and coins of which the use of them can never be fully 
                                                             
76 Moser 2010, p. 26. 
Figure 7 The black walls and lighting in the 'goud' 
exhibition. 
Figure 6 The white boxes and glass cases in which the 
exhibits are placed in the ‘ferhaal fan fryslân’ exhibition. 
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confirmed. The ‘oog in oog’ exhibition contains a skeleton that was found buried in a hollowed-
out tree. While the identity of the woman is a mystery, this exhibition shows the skeleton in the 
tree and a reconstruction of the face of this woman. Both exhibitions contain their own 
mysteries but the type of archaeological objects deviate slightly. This might be the museums 
motive for using such similar exhibition design for these exhibitions.  
Another exhibition that has a 
mysterious feel to it is the ‘mata hari’ 
exhibition. The museum has again 
used a dark colour for the walls and 
the room is sparingly lit (appendix 1 
no. 3). This is combined with a display 
case which is lit from the inside, 
giving a mysterious glow to the 
pictures of Mata Hari that are on 
display. In this exhibition there is no 
link to archaeology but it does include 
a mystery. On suspicion of espionage for the Germans, the born Frisian was arrested and 
executed by the French during the First World War. However, some believe that she was a 
double agent and was actually spying on the Germans. It is not known which story is true, 
therefore it remains a mystery whether this exhibition shows a hero or a criminal.  
The use of colour also varies in the other exhibitions of the museum. For instance, the 
walls of the ‘de dijk’ exhibition are blue 
(fig. 9 & appendix 1 no.5). This 
complements the topic of the exhibition 
as this concerns the water management 
of the Frisians. The slight deviation in 
the mysterious topics of the ‘goud’, ‘oog 
in oog’ and ‘mata hari’ exhibition 
corresponds to the slight deviations in 
exhibitions design. Also the use of the 
colour blue in the exhibition ‘de dijk’ 
complements the topic. Therefore, the museum seems to adapt the designs of its exhibitions to 
fit their specific topics. Hence, the Fries Museum strengthens its narratives with the use of 
carefully chosen visual elements. 
Figure 8 The grey walls of the 'oog in oog' exhibition. 
Figure 9 The blue walls of the 'de dijk' exhibition. 
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2.2.3 Exhibition layout  
The Fries Museum does not vary much with the layout of their exhibitions. The most common 
layout is the placement of display furniture as (free-floating) islands in the room. In some 
exhibitions these are accompanied with exhibits on the walls. In the ‘ferhaal fan fryslân’ 
exhibition, the exhibits are solely displayed on these islands. In this exhibition the islands 
correspond to the existing five storylines. In the other exhibitions there are no multiple 
storylines. This difference is also apparent in the layout within the islands. In the ‘ferhaal fan 
fryslân’, multiple exhibits are placed on all four sides of the islands while in the other 
exhibitions it is common that every island displays only one exhibit. Therefore the exhibits of 
the ‘ferhaal fan fryslân’ are not given any individual value. Contradictory, the way in which the 
other exhibitions present their individual exhibits on islands is believed to imply a high value.77  
The exception to this layout is the biggest room of the ‘breien!’ exhibition (fig. 4). This 
room, as discussed in paragraph 2.2.2., is almost entirely filled with exhibits. There is just 
enough room left for a small path, on which visitors can walk and admire the exhibits. The 
artworks are placed together in an aesthetically manner. The exhibits have no individual display 
furniture’s. Therefore, there is no clear distinction between the different exhibits. In this 
exhibition space, the combination of all the artworks and therefore the layout itself is also a 
work of art. 
In the ‘goud’ exhibition, the exhibits do have individual display furnitures (fig. 7). This 
ensures that the individual stories of the exhibits are more apparent than in the ‘breien!’ 
exhibition. In the ‘goud’ exhibition, the exhibits all tell their own story while being part of an 
overall storyline of the exhibition. The texts that accompany the exhibits merely tell the 
characteristics and finding place of the specific exhibit. The overall story combines all the 
exhibits as it tells about the excavations of the Frisian man made mounds and the big number 
of treasures that were found this way. Hence, the exhibits are individually valued but are given 
even more value by placing them together in one exhibition.  
                                                             
77 Moser 2010, p. 27. 
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2.2.4 Display type 
The Fries Museum mostly uses the traditional display types, objects and artefacts, in its 
exhibitions. Besides tangible heritage, the Fries Museum also includes some intangible heritage 
in its exhibitions. In the exhibition ‘ferhaal fan fryslân’ there is one storyline dedicated to the 
habits of the Frisians. Habits concerning sports, feasts, and also the different dialects in the 
Frisian language are elaborated on via art, objects and sound. The museum also uses film 
material and interactive touchscreens in its exhibitions. For instance, in the exhibition ‘ferhaal 
fan fryslân’ interactive touchscreens are placed in the display furniture, which communicate 
supplementary information to visitors. The film material shown in some exhibitions ensures 
that sound is incorporated into exhibitions. This is enhanced by the sounds that are being played 
in ‘ferhaal fan fryslân’ and ‘mata hari’, which are both within 
the context of the topic of the exhibition. For instance the sounds 
of birds are incorporated in the ‘ferhaal fan fryslân’, which 
enhances the experience of the wall posters. The museum also 
provides an audio-guide. The Fries Museum also encourages 
visitors to touch specific objects. For instance, the ‘breien!’ 
exhibition gives visitors the opportunity to touch the different 
materials that can be used for knitting (fig. 10). Hence, visitors 
of the museum are encouraged to use multiple senses while 
exploring the exhibitions and therefore the Fries Museum 
conforms to the post-museum model.  
In the exhibition ‘hindelooper kamer’ the museum adds a new meaning to an existing 
part of its collection. The exhibition shows the famous interior of the Hindeloopen room 
accompanied by a new addition. An artist has shot a movie in the Hindeloopen room that is 
shown in a room adjacent to the Hindeloopen room. The video contains the interpretations of 
the artist of how people used to live in this particular room. The video is accompanied by an art 
installation in the room in which the video is shown. This combination adds liveliness to the 
otherwise static display of this interior design. 
The audio-guide the museum provides is no ordinary audio-guide; the narrator is a 
famous Frisian comedian.78 This comedian tells about the different parts of the museum and the 
content of the exhibitions. Additionally, the comedian interviews the architect of the museum 
building, an artist from which art is displayed in the museum and even a neighbour of the 
                                                             
78 The famous comedian is Jan Jaap van der Wal. 
Figure 10 Exhibit in the ‘breien!’ 
exhibition with the description " 
touching is allowed here, 
stainless steel". 
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museum.79 Hence, the Fries Museum does not only include multiple senses in its exhibitions, it 
also experiments with new ways of presenting itself and its collection to its visitors. This is not 
a characteristic that is defined by the post-museum model but it does correspond with the post-
museum trying to change the traditional strategies.  
 
 
  
                                                             
79 http://www.friesmuseum.nl/persberichten/fries-museum-lanceert-luisterroute-met-cabaretier-jan-jaap-van-der-
wal-0?language=nl 
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Chapter 3 The Fries Verzetsmuseum 
 
As mentioned before, the Fries Verzetsmuseum is part of the Fries Museum since 1979. This 
museum focuses on one topic, World War II. Since 2013 the Fries Vezetsmuseum is housed in 
the same building as the Fries Museum.80 This chapter analyses the meaning making in this 
museum. 
3.1 The display environment of the Fries Verzetsmuseum 
The objects concerning World War II are perceived by the Fries Museum as a sub collection. 
This collection consists of multiple types of objects and also film footage. 81  The Fries 
Verzetsmuseum is seen as part of the Fries Museum and conforms to the same policy as the 
Fries Museum.82 The target audience slightly differs from the Fries Museum, as more emphasis 
is laid on the education of children and Frisians. However, the overall target audience is the 
same.83 Also the museum building is the same as analysed in paragraph 2.1.  
3.1.1 Exhibition spaces 
The Fries Verzetsmuseum is situated on the second level of the museum building and houses 
two exhibitions in seven exhibition spaces (fig. 2). Every room is either rectangular or square. 
The permanent exhibition, fries verzetsmuseum, is spread over six exhibition spaces. The 
temporary exhibition ‘hongerkinderen’ (hungry children) is limited to one exhibition space. 
Therefore most of the content of the Fries Verzetsmuseum is fixed. The topic of the museum is 
a fixed historical event and therefore does not acquire much updating. However, when new 
insights in the topic arise, these can be shown in the temporary exhibition.  
The Fries Verzetsmuseum does not use one of the three big exhibition spaces as they 
are all assigned to exhibitions of the Fries Museum. However, the exhibition spaces of the Fries 
Verzetsmuseum are slightly bigger than the small exhibition spaces of the Fries Museum. In 
most of these exhibition spaces, the space can be overseen when entering the room. Two 
exhibition spaces contain displays that prohibit visitors to be able to see the whole space at one 
glance. For instance the exhibition space of the temporary exhibition contains two temporary 
walls that are located in the middle of the room. Therefore, this exhibition space is not 
experienced as a huge intimidating space and evokes a more intimate perception. Hence, the 
                                                             
80 See chapter 2 of this thesis for more information on the history of the Fries Museum. 
81 Fries Museum [s.a.], p.22. 
82 Idibem, p. 7. 
83 See paragraph 2.1 for analysis of the target audiences an museum building. 
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visitors are encouraged to interact with the personal stories that are exhibited. In the permanent 
exhibition the exhibition spaces are less intimate. The rooms can be overseen at once, and 
therefore the big scale of the impact of World War II is reflected. The biggest space of this 
exhibition contains larger than life images of people who tell the visitors their personal 
experiences of the war. Additionally, this exhibition space is very dark which gives this space 
a feeling of being huge and intimidating. The other four spaces of the museum are also quite 
spacious. Therefore, the Fries Verzetsmuseum alternates between spacious and intimate spaces. 
This might be applied in order to avoid visitors from getting overwhelmed with the cruelties 
that are on display in this museum. 
The Fries Verzetsmuseum can be entered in two places, at the beginning of the 
permanent exhibition or via the temporary exhibition. The temporary exhibition is closed off 
from the Fries Museum by a black curtain (fig. 11). It is possible to look through the curtain but 
it is still obvious that a different part of the museum will 
be entered when crossing. The multiple exhibition 
spaces form a sequence, which leaves almost no room 
for variation in routing. Therefore, there is a 
predetermined route. This routing ensures that the more 
intimate spaces are alternated with the more spacious 
rooms. This might be applied in order to avoid visitors 
from getting overwhelmed by the cruelties that are on 
display in this museum. 
3.2 Characteristics of the Exhibitions in the Fries Museum 
The two exhibitions of the Fries Verzetsmuseum have the same topic and also conform to the 
same exhibition style. Both are historical exhibitions. The objects displayed in these exhibitions 
are valued for their historical meaning. Thereby, the aesthetic values of the few paintings in the 
exhibition are not acknowledged. The two exhibitions of the Fries Verzetsmuseum revolve 
around providing information to visitors and therefore seem to have a traditional approach to 
didactics.  
3.2.1 Exhibition subject  
The extent to which texts are used is similar in both exhibitions. In ‘hongerkinderen’, the title 
of the exhibition is placed on the walls using enormous letters. The permanent exhibition has a 
title per room, which is placed on the walls in the same style. Both exhibitions contain 
introductory texts and texts that elaborate on the topic, both are situated on the walls. Exhibits 
Figure 11 Curtain between the Fries 
Verzetsmuseum and Fries Museum. (as 
from the side of the Fries Verzetsmuseum) 
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are accompanied by labels, which all explain the context of the specific exhibit. The temporary 
exhibition has the same theme as the permanent exhibition of the Fries Verzetsmuseum. This 
is reflected in the graphic style of the text, which is the same in the permanent and the temporary 
exhibition. The temporary exhibition elaborates on a specific subject, namely the children that 
were sent to Friesland to escape from the hunger that affected the cities of the Netherlands.  
In this exhibition, the texts provide an overview of the occurring events during that time. 
These texts are a mix of informative text written by the museum, and interpretations of 
eyewitnesses. The names of the eyewitnesses are all incorporated in the texts. Additionally, the 
exhibition actively asks visitors to share their own experiences. Visitors can write their stories 
on pieces of paper, which are distributed on a wall that is dedicated to this (fig. 12). This adds 
up to a wide range of perspectives about the events that occurred in that time period of the war 
when hunger struck. The permanent exhibition also contains information from eyewitnesses. 
Also, people who have not experienced the war, but are engaged with the subject via their 
studies or work, are heard in the exhibition. Therefore, the entire Fries Verzetsmuseum 
incorporates many voices and encourages visitors to see the World War II from multiple 
perspectives. Hence, on this aspect the Fries Verzetsmuseum conforms to the post-museum 
model. 
The introductory text of ‘hongerkinderen’ is informative in nature. It explains the 
context of the exhibition without describing the characteristics of the exhibition. The 
introductory text of the permanent exhibition is more creative. This text is a poem from a well-
known Frisian poetess84. With stating that various stories from different perspectives are being 
                                                             
84 The poetress is Tiny Mulder. 
Figure 12 The museum actively asks for visitors input, 'Your memory?'. 
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told in the exhibition, this poet gives a clear introduction on what can be expected of the 
exhibition. The other texts in the exhibition conform to a more informative nature. These texts 
contain personal experiences of eyewitnesses or more general texts concerning important events 
that occurred during the war. As for instance the story of the resistance freeing fifty people from 
a jail in Leeuwarden. This general text is also accompanied by eyewitness accounts. For 
instance, one of the guards of the jail explains how he was asked to cooperate with this act of 
resistance. This guard tells visitors that he feared the consequences if his role in this act of 
resistance would ever become public. Even though, he did cooperate and therefore helped 
saving the lives of these fifty men. Including these eyewitness accounts ensure that visitors are 
more prone to emphasise with the people who were involved with this particular event. The 
texts in the ‘hongerkinderen’ exhibition have a similar informative nature. However, the texts 
in both exhibitions are not written in professional language but in a more prose-like manner. 
This might be due to the many eyewitness accounts that are incorporated in the exhibitions. The 
tone of the texts is serious, as the topic of the exhibitions is very earnest. The titles given to the 
texts in the ‘hongerkinderen’ exhibition are informative. In the permanent exhibition there are 
also informative titles used, but in contrast to the temporary exhibition, these are alternated by 
catchy titles. Perhaps this is done in order to prevent the topic from being too imposing to 
visitors.  
The floor plan of the museum also contains texts that introduce the exhibitions of the 
Fries Verzetsmuseum. Both exhibitions are explained in small texts. The permanent exhibition 
is further elaborated on in a supplementary text. This text gives a good indication on what can 
be expected of the exhibition. It describes the content and different topics of the exhibition. The 
small introductory text of the permanent exhibition also explains the content of the exhibition 
fairly clear. It explains that the exhibition contains information from eyewitnesses, however, 
the text concerning the temporary exhibition is less descriptive. This text contains information 
concerning the topic, it explains the context of the exhibition. Further elaborations on what type 
of objects or information is included in the exhibition are lacking. 
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3.2.2 Exhibition design 
All the exhibition spaces contain 
exhibits that concern World War II. 
However, the different exhibition 
spaces of the permanent exhibition of 
the Fries Verzetsmuseum have three 
different approaches to exhibition 
design (appendix 2). There are three 
rooms in which the walls are painted in 
a very dark grey colour or black (fig. 
13). Additionally, these rooms are 
sparingly lit. Therefore these rooms 
have a mysterious feeling to them. The exhibits are not treasures but events that occurred during 
the war, therefore these rooms do not have a wondrous feeling to them but rather horrifies. 
The other exhibition spaces of 
the permanent exhibition have an 
exhibition design that is almost the 
complete opposite. Two of these rooms 
have completely white coloured walls, 
the other room has walls which are a 
combination of white and grey (fig. 14). 
Additionally, the lighting conditions are 
much brighter in these rooms. Even 
though these exhibition spaces conform 
to a complete different exhibition 
design, the content is similar. All rooms contain information on events that occurred during the 
war. However, these brighter exhibition spaces do contain slightly less horrifying stories. For 
instance, the room with the colours white and grey on its walls is filled with a commemorative 
statue and stories about what influence the war still has on today’s society. 
The temporary exhibition has a combination of dark blue and white walls and is well lit 
(fig. 15). However, this space is still pretty dark. Therefore, this room also has a mysterious 
feeling to it. The content of this room is a mix of negative and positive events during the war. 
The hunger that struck on a big scale in the big cities of the Netherlands is horrifying. However, 
Figure 13 Dark grey walls and lighting in the permanent 
exhibition of the Fries Verzetsmuseum. 
Figure 14 Combination of white and grey on the walls of 
the permanent exhibition of the Fries Verzetsmuseum. 
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there was no shortage of food in 
Friesland. Therefore a lot of parents sent 
their children to this part of the country. 
The stories of these children that went to 
Friesland and were fed by the Frisians 
are included as eyewitness accounts in 
this exhibition. This combination of 
negative and positive events in this 
exhibition might be the reason for the 
exhibition design being less dark than 
the dark rooms in the permanent 
exhibition spaces. Hence, the Fries 
Verzetsmuseum seems to adapt the designs of its exhibitions in order to fit their specific topics. 
3.2.3 Exhibition layout  
The layout of the exhibits in the exhibition spaces of the Fries Verzetsmuseum varies per room. 
The exhibits of the temporary exhibition are placed on the walls, in display cases and on 
temporary walls. The multiple exhibits on the walls are ordered in clusters but do not conform 
to the same pattern. Therefore the layout of this exhibition comes across as a bit chaotic (fig 
16) This complements the topic, as every child that was sent to Friesland has a different story. 
Also, the children were sent to Friesland without knowing which people would take them in 
and feed them.  
 
 
 
 
 
Figure 15 Dark blue walls in the temporary exhibition of 
the Fries Verzetsmuseum. 
Figure 16 Clusters of 
information that 
conform to different 
patterns on the walls of 
the temporary exhibition 
of the Fries 
Verzetsmuseum. 
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In the permanent exhibition the exhibition rooms can be overseen at once, and therefore 
the big scale of the impact of World War II is reflected. Also the layout of the exhibits 
contributes to this. For instance, the layout of a large number of passports in a parallel sequence 
focuses on quantity rather than quality. 
These passports fill an entire wall, 
which is at least eight meter long. Filling 
this big wall with just one type of object 
expresses the big quantity of the people 
affected by the war in a visual manner. 
The passports all contain portraits. 
Therefore, visitors are confronted with 
dozens of eyes that all stare back at the 
visitors. This ensures that this exhibition 
space has an intimidating feeling. 
These passports contextualise the other exhibits in this exhibition space. Every exhibit 
is an object that has been owned by a person that was affected by the war. These exhibits are 
placed in white display cases. Every display case has a similar design and every display case 
contains multiple exhibits. Placing all exhibits of an entire room in similar display cases the 
exhibits are presented as all being of 
equal value. Placing multiple objects in 
one display case suggests that the 
multiple exhibits and their stories are 
connected to each other and together 
form an overall storyline. This is clearly 
the case, as all the exhibits are objects 
that were made or used during the war. 
Overall, the Fries Verzetsmuseum seems 
to adjust its layouts in order to fit the 
specific topic of the exhibition space. 
3.2.4 Display type 
Both exhibitions of the Fries Verzetsmuseum contain multiple display types. Besides objects 
and artefacts, reproductions of old newspapers and personal letters are incorporated in the 
exhibitions. Many memories of eyewitnesses are included in the exhibitions, thereby intangible 
Figure 17 Exhibition layout that focuses on quantity in the  
permanent exhibition of the Fries Verzetsmuseum. 
Figure 18 White display cases in the permanent exhibition 
of the Fries Verzetsmuseum. 
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heritage is also included in the museum. For instance, one of the children who was sent to 
Friesland in order to escape the hunger in the cities tells his frightening experience of this 
journey (fig. 19). The boat on which he travelled to Friesland was discovered by the Germans 
and shot at. He revives his extreme anxiety in this moment. Additionally, film material and 
interactive screens are frequently displayed (fig. 16). These film materials and interactive 
screens contain interviews with eyewitnesses. Thereby, the screens and film material encourage 
visitors to use multiple senses. Hence, by including intangible heritage and multiple senses in 
their exhibitions the Fries Verzetsmuseum conforms to this aspect of the post-museum model.  
 
 
 
  
Figure 19 Eyewitness 
Paul van Vliet telling 
about his journey to 
Friesland: "We were 
shot at! The sailor 
shouted: run and take 
cover! I peed my pants 
while hiding behind a 
dike. The poignant 
feeling of my thighs in 
those wet trousers..." 
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Chapter 4 The post-museum concept in the Fries Museum 
and the Fries Verzetsmuseum 
 
The previous chapters have analysed the meaning making of the Fries Museum and the Fries 
Verzetsmuseum. But how do these two museums compare? Whether or not the two museums 
conform to different strategies is analysed in this chapter. Additionally, the two museums are 
compared to the post-museum concept as analysed in chapter 1. This chapter concludes with 
answering the research question; whether the Fries Museum and the Fries Verzetsmuseum can 
be seen as a post-museum. 
4.1 Differences and similarities of meaning making in the Fries Museum and the 
Fries Verzetsmuseum 
As discussed before, the Fries Museum and the Fries Verzetsmuseum are housed in the same 
building and conform to the same target audience. The collection of the Fries Verzetsmuseum 
and the collection of objects concerning Mata Hari are seen as sub-collections of the Fries 
Museum. Therefore the collection of the Fries Museum is much bigger than the one of the Fries 
Verzetsmuseum. The collection of the Fries Museum contains many topics that revolve around 
the Frisian culture. The collection of the Fries Verzetsmuseum concerns only one topic, World 
War II. Thereby, the range of topics in the collection of the Fries Museum is more versatile than 
in the collection of the Fries Verzetmuseum. However, also the Fries Verzetsmuseum has the 
Frisian culture as its basis. Hence, the two museums have some similarities. Therefore, it can 
be expected that, to a certain extent, the meaning making in the two museums is comparable. 
As the two museums are housed in the same building, the exhibition spaces are very 
similar. In both museums the exhibition spaces have either a square or rectangular shape. 
Approximately 17% of the surface of the museum exhibitions is dedicated to the Fries 
Verzetsmuseum. Therefore the Fries Museum is housed in a significantly larger part of the 
building. Both museums contain a combination of (semi-) permanent and temporary 
exhibitions. The two museums combined contain exhibitions concerning the Frisian culture and 
can be divided into three themes; history, art and World War II. Every theme contains both 
(semi-) permanent and temporary exhibitions. Therefore the attention that is being paid to all 
themes is similar. The Fries Museum contains two theme’s and is thereby divided into a wider 
range of exhibitions, and thus topics, than the Fries Verzetsmuseum. Therefore, the Fries 
Verzetsmuseum still has a similar amount of exhibition space as the large exhibitions of the 
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Fries Museum. Additionally, the topics of the exhibitions of the Fries Verzetsmuseum 
complement the exhibitions of the Fries Museum as well as the topics of the exhibitions of the 
Fries Museum complement the exhibitions of the Fries Verzetsmuseum. Hence, the Fries 
Verzetsmuseum museum is not inferior. 
The Fries Museum applies two didactic strategies in its exhibitions. The first is the 
traditional strategy in which visitors are guided by the exhibitions, which provide the same 
information to all visitors. The second strategy encourages visitors to actively engage with the 
exhibits, and therefore the information that is provided to the visitors can differ and leads to 
individual experiences of the exhibitions. Furthermore, both exhibitions of the Fries 
Verzetsmuseum conform to this first strategy. Additionally, the Fries Verzetsmuseum differs 
from the Fries Museum as the exhibitions are mostly based on memories while the exhibitions 
of the Fries Museum are mostly based on the objects that can be found in its collection. 
The extent to which texts are used in the exhibitions is similar in the Fries Museum to 
the Fries Verzetsmuseum. Additionally, the font used for these texts is identical in both 
museums. Therefore, cohesion between the two museums is achieved. Also the nature of the 
introductory texts of the exhibitions are similar in both museums. These texts merely introduce 
the topic and do not give a clear description of what can be expected of the exhibitions. The 
introductory texts on the floor plan have a similar informative nature. The museums also have 
a similar approach to incorporating input from visitors in their exhibitions. In both museums 
the texts lack visitors input. However, the Fries Museum does encourage visitors to participate 
and create exhibits in the ‘breien!’ exhibition. The Fries Verzetsmuseum also encourages 
visitors to contribute their own memories as exhibits to the ‘ hongerkinderen’ exhibition. Hence, 
both museums adopt similar attitudes towards its visitors. 
The museums have a similar approach to exhibition design. The exhibitions vary much 
in design, every exhibition design is adapted to the topic of the exhibition or the theme of that 
particular exhibition space. Additionally, the permanent exhibition of the Fries Verzetsmuseum 
and also the ‘breien!’ exhibition of the Fries Museum contain multiple designs in their different 
exhibition spaces. The way the exhibits are arranged in the exhibition spaces does not vary 
much in both museums. However, the ‘breien!’ exhibition of the Fries Museum does contain 
an exhibition space in which a completely different approach to layout is used. This is the only 
exhibition space where the floor is almost entirely claimed by the exhibits.  
The Fries Museum and the Fries Verzetsmuseum exhibit mostly objects and artefacts. 
However, in both museums these are frequently alternated with film material and interactive 
screens. Additionally, both museums also include intangible heritage. However, the Fries 
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Verzetsmuseum exhibits much more intangible heritage than the Fries Museum. The Fries 
Verzetsmuseum, which contains multiple interviews, contains slightly more film material than 
the Fries Museum. Summarizing, almost all aspects of meaning making that have been analysed 
in this thesis are very alike in these two museums. Hence, it can be concluded that the Fries 
Museum and the Fries Verzetsmuseum conform to a similar strategy to meaning making.  
4.2 The museum model of the Fries Museum and the Fries Verzetsmuseum 
With exhibiting multiple memories, the Fries Verzetsmuseum includes a fair amount of 
intangible heritage in its exhibitions. The Fries Museum experiments with the inclusion of  
intangible heritage on a much smaller scale. However, the fact that both museums are 
experimenting with this new display type ensures that both museums conform to this 
characteristic of the post-museum model. Another characteristic of the post museum, the 
inclusion of multiple senses can as well be found in both museums. Namely, both museums 
contain film material, interactive screens and an audio tour, this ensures visitors to engage with 
the exhibits via hearing and touching. Besides interactive screens, the ‘breien!’ exhibition also 
allows visitors to touch knitting materials. Therefore, this exhibition of the Fries Museum lays 
the most emphasis on visitors using multiple senses during their museum visit. However, the 
actual touching of exhibits is limited to the ‘breien!’ exhibition and the sense of smell is 
completely lacking in the exhibitions of both museums. Thus, both museums could have laid 
more emphasis on incorporating multiple senses into their exhibitions.  
In the post-museum, emphasis is laid on interactivity and acknowledging the 
individuality of its visitors. This has been fairly frequently incorporated into the exhibitions of 
the Fries Museum. Interactivity is accomplished via the incorporation of interactive screens in 
almost all exhibitions of the museum. Also the possibility of touching knitting materials in the 
‘breien!’ exhibition, and the distribution of knitting tutorials, contribute to the interactivity of 
the exhibition. The exhibition ‘ferhaal fan fryslân’ is divided in five storylines. Independently, 
these storylines all give a well-rounded overview of the exhibition’s topic. Thus, visitors can 
choose to explore the topic of the exhibition without having to focus on the whole exhibition. 
Hence, visitors can stick to their personal preferences while exploring this exhibition. The Fries 
Verzetsmuseum, however, mostly achieves interactivity with the use of interactive screens in 
the exhibition. Additionally, the museum also asks visitors for their own memories about the 
topic of this exhibition. Therefore, this museum is also actively engaging with its visitors. Thus, 
both museum have, incorporated interactivity in their exhibitions. 
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The post-museum also incorporates multiple perspectives in its narratives. In the Fries 
Museum this has been implemented in a very limited manner. The exhibition ‘ferhaal fan 
fryslân’ has incorporated many perspectives on the wide range of objects it exhibits. The other 
exhibitions of the Fries Museum do not contain multiple perspectives. The Fries 
Verzetsmuseum, however, has implemented many different perspectives in both its exhibitions. 
Even the perspectives of the visitors are included in a therefore assigned wall that allows visitors 
to share their experiences. Thus, the Fries Verzetsmuseum does conform to this characteristic 
of the post-museum, while the Fries Museum barely makes use of this enriching approach to 
museum narratives.  
In the post-museum, specialist knowledge is alternated with knowledge as result of 
everyday human experiences. This characteristic is apparent in both museums. However, the 
Fries Verzetsmuseum has incorporated non-specialist knowledge on a much bigger scale than 
the Fries Museum. Besides exhibitions, the post-museum also uses different ways of 
communicating with its visitors. The Fries Museum also communicates with its visitors via 
volunteers who are helping visitors to knit during their visit to the ‘breien!’ exhibition. 
Additionally, the museum also offers guided tours through the museum, workshops about 
crafting and painting, art historical lectures and classical concerts.85 The Fries Verzetsmuseum 
does not offer these extra activities. Hence, the Fries Museum does conform to this 
characteristic while the Fries Verzetsmuseum does not. 
The post-museum no longer structures its narrative via the encyclopaedic approach. The 
narratives of the Fries Museum and the Fries Verzetsmuseum do not conform to the 
encyclopaedic approach. However, the exhibitions of both museums have been arranged 
thematically. The exhibitions of the three different themes are clustered together. The Frisian 
culture is the unifying theme of all exhibitions of both the Fries Museum and the Fries 
Verzetsmuseum. Therefore, this division of multiple themes can be seen as alternating stories 
which together form an unifying narrative. The exhibition ‘ferhaal fan fryslân’ is the only 
exhibition that is also divided into multiple parallel stories. This is conform the non mono-linear 
structure, which is a new strategy in museums. Hence, on this aspect the Fries Museum 
conforms to the post-museum model. The Fries Verzetsmuseum consists of a sequence of 
stories that have no particular hierarchy.86 Therefore, the perception of the narrative depends 
                                                             
85 http://www.friesmuseum.nl/tentoonstellingen-en-activiteiten?language=nl 
86 There is just one exception. The second room of the permanent exhibition gives an overview of the events that 
led to the beginning and end of the war via a timeline, therefore it does have a strict hierarchy between the multiple 
texts.  
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on the individual visitor. With this approach, the Fries Verzetsmuseum seems to organise its 
texts as a hypertext. The use of this new strategy of organising texts conforms to the post-
museum model. 
Summarising, the Fries Museum and the Fries Verzetsmuseum do contain the 
characteristics of the post-museum. However, the extent to which these characteristics are 
incorporated into the museums varies. Thus, the museums do not conform to the post-museum 
concept in their entirety. Hence, both museums do not completely break with tradition, and 
thereby can be seen as a combination of the modernist museum, and the post-museum. 
However, this combination of these two museum models might be the key to the success of the 
museum. Both the expectations of visitors who prefer the traditional museums and visitors who 
prefer a more modern approach can, to a certain extent, be met. In order to examine whether 
this is truly the case, further research should be conducted on the reception of these two 
museums by its visitors.  
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Appendix 1: Impression of the different exhibition designs of 
the Fries Museum. 
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Appendix 2: Impression of the different exhibition designs of 
the Fries Verzetsmuseum 
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Figure 1: The building of the Fries museum. 
Hubert-Jan Henket, the picture shows the building after its opening in 2013, 
Leeuwarden. 
Source: 
http://www.friesmuseum.nl/sites/default/files/Fries%20Museum%20Avond%20-
%20Ruben%20van%20Vliet%20Fotografie_0.jpg (accessed 1-06-2016) 
Figure 2: The floorplan of the Fries Museum and the Fries Verzetsmuseum. 
Source: Fries Museum, the picture is on the supplementary leaflet that is distributed 
at the pay desk of the museum. 
Figure 3: White walls and wooden floor in the ‘breien!’ exhibition. 
Source: Photo taken by author. 
Figure 4: Impression of the room of the ‘breien!’ exhibition that deviates in its design. 
Source: Photo taken by author. 
Figure 5: The life-size photographs of the Frisian landscape on the walls of the ‘ferhaal fan 
fryslân’ exhibition. 
Source: Photo taken by author. 
Figure 6: The white boxes and glass cases in which the exhibits are placed in the ‘ferhaal fan 
fryslân’ exhibition. 
Source: Photo taken by author. 
Figure 7: The black walls and lighting in the ‘goud’ exhibition. 
Source: Photo taken by author. 
Figure 8: The grey walls of the ‘oog in oog’ exhibition. 
Source: Photo taken by author. 
Figure 9: The blue walls of the ‘de dijk’ exhibition. 
Source: Photo taken by author. 
Figure 10: Exhibit with the description “touching is allowed here, stainless steel”. 
Source: Photo taken by author. 
Figure 11: Curtain between the Fries Verzetsmuseum and the Fries Museum. 
Source: Photo taken by author. 
Figure 12: The museum actively asks for visitors input, ‘your memory?’. 
Source: Photo taken by author. 
Figure 13: Dark grey walls and lighting in the permanent exhibition of the Fries 
Verzetsmuseum. 
Source: Photo taken by author. 
Figure 14: Combination of white and grey on the walls of the permanent exhibition of the 
Fries Verzetsmuseum. 
Source: Photo taken by author. 
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Figure 15: Dark blue walls in the temporary exhibition of the Fries Verzetsmuseum. 
Source: Photo taken by author. 
Figure 16: Clusters of information that conform to different patterns on the walls of the 
temporary exhibition of the Fries Verzetsmuseum. 
Source: Photo taken by author. 
Figure 17: Exhibition layout that focuses on quantity in the Fries Verzetsmuseum. 
Source: Photo taken by author. 
Figure 18: White display cases in the permanent exhibition of the Fries Verzetsmuseum. 
Source: http://www.friesverzetsmuseum.nl/het-museum (accessed 15-07-2016) 
Figure 19: Eyewitness Paul van Vliet telling about his journey to Friesland: “We were shot 
at! The sailor shouted: run and take cover! I peed my pants while hiding behind a 
dike. The poignant feeling of my thighs in those wet trousers…” 
Source: Photo taken by author. 
Appendix 1: Impression of the different exhibitions designs of the Fries Museum. 
Source: all pictures are taken by auteur except for one; the picture of the ‘mata hari’ 
exhibition is made by Studio Louter, http://www.studiolouter.nl/wp-
content/uploads/2013/09/IMG_3984.jpg (accessed 9-06-2016) 
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Source: Photo taken by author. 
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